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PREFACE.

— o -—

IN THE FOLLOWING PAGES I have en-
deavoured to explain the elementary rules
relating to the knowledge of Harmony,
Thorough-bass, and Modulation, in a clear
and distinct manner; avoiding on the one
hand too much conciseness, and on the other
too great verbosity. The examples and exer-
cises have been selected, almost entirely, from
the works of the great Composers and most
eminent Theoretical Writers, and chiefly from
those of ALBRECHTSBERGER, the master of
Beethoven, and of many other celebrated
Composers. These will serve as models for
the Student to analyse and imitate.

With the assistance of the Key to the
Ezercises, which is published separately, the
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Theoretical Teacher will find his labours much
lightened: and a thorough and very useful
knowledge of Harmony may be obtained by
the earnest and persevering self-taught Student.
JOHN HILES.
Brighton, 1872,
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CATECHISM OF HARMONY,
THOROUGH-BASS, AND MODULATION.

—_—

CHAPTER 1.
HARMONY, FIGURED BASS, THOROUGH-BASS.

Q. What is Harmony ?
A. A combination of two or more sounds
heard at the same time, and forming a chord.

Q. What is Figured Bass?

A. A bass part with figures and other signs
marked over or under the notes, to denote the
various chords.

Q. What is Thorough-Bass?

A. The terms thorough-bass and harmony,
imply—a knowledge of the sounds indicated
by the figures, and of the rules which relate to
the formation and progression of chords.

B



CHAPTER II

INTERVALS.

@. What is an Interval ?

A. The distance between one sound and
another ; the difference in pitch between any
two sounds.

Q. What is the smallest interval on the
pianoforte ?

A. A semitone, or half-tone; each key of the
pianoforte is a semitone from that which is
next to it, whether the key be a white or a
black one. '

Q. How many kinds of semitone are there ?

A. Two: the chromatic semitone, and the
diatonic semitone. '

Q. Explain the difference between them.

A. A semitone is called chromatic when it
retains its name or letter, and is written on the
same degree of the staff; as
- L3

17 17§ A1
e
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A semitone is called diatonic when it changes
its name or letter, and is written upon a differ-
ent degree of the staff; as

Gt ie—t
[ %

Q. What is a Tone?

A. A tone is composed of two semitones,
and is always expressed by two following
letters.

-0 -

— -

= I -

The student will point out tones and semitones, both
diatonic and chromatic, in music, and also upon the piano-
forte.

Q. How are intervals named or reckoned ?

A. According to the number of letters in
alphabetical order, or the degrees of the staff
which they include. For instance, CD is a
second, there being two letters; C D E is a
third, there being three letters; CDEFisa
Sourth, &c.

Q. Are intervals to be reckoned upwards or

downwards ?
B 2 =~
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A. Always upwards, unless the contrary be
expressed.

Q. How are intervals divided ?

A. Into simple and compound.

Q. What are simple intervals ?

A. Those which are comprised within the
limits of an octave: these are, the second,
third, fourth, fifth, sixzth, seventh, and the
octave.

Unison. 2nd. 3rd. 4th,
I |
: —F
) I : —— -
J & & = ¢ s =
5th. 6th. 7th, 8th.
Cd
= = -
J = - - -

The unison is the same sound produced by two voices or
instruments, and is not, properly speaking, an interval,
though in harmony it is generally considered as such; an
interval being, as before stated, the distance or difference
between two sounds,

Q. What are compound intervals ?
A. Those which exceed the limits of an .
octave,
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o9th. 10th. 11th. 12th. 13th. 14th. lﬁg
-<- o2 =
P
1 1 1 )
] J. 1

—J1-
J e 9 S 2 -S- < S~ -

aftend
. Ew
L

Intervals are seldom reckoned beyond the 9th, which is
called either a 9th or a 2nd, according to circumstances ;
the 10th being commonly called a 3rd, the 11th a 4th, and
80 of all the otter compound intervals, they being merely
repetitions of the simple intervals.

Intervals are also distinguished by the epithets, major
(greater), or minor (less) ; perfect or imperfect, augmented or
diminished. The meaning of these terms will be explained
as we proceed.

Point out 2nds, 3rds, 4ths, &e. to other notes.



CHAPTER IIL

TABLE OF DIATONIC AND CHﬁ.OMATIC
INTERVALS,

Q. How many species of the unison are
there?

A. Two: the perfect unison, E
which is the same sound ........ V==
and the augmented® unison,
composed of one chromatic : x

£1:) 117070 1 L- Ay =

Q. How many species of the second are
there ?

A. Three: the minor 2nd, com- :

posed of one semitonet ......... F ==

the major 2nd, composed of ﬁ
two semitones  ...ccevvverireneens V=

* Augmented intervals are by some theoretical writers,
called superfluous or extreme.

1 It will be perceived that the minor 2nd is the same
interval as the diatonic semitone.

{ The major 2nd is the same irterval as a fone,
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and the augmented 2nd, com-
posed of three semitones ...... J =

Q. How many species of the third arc
there?

A. Four: the diminished 3rd, P
composed of two semitones.....

the ‘minor 3rd, composed of @
three semitones .vcveeveeerrecrees

the major 3rd, composed of f- -
four semitones .... :_1

0eececcsvcscccee -
and the augmented 3rd, com- Eﬂ:
posed of five semitones ......... J ==
Q. How many species of the fourth are
there ?
A. Three: the diminished 4th,
composed of four semitones ...

the perfect 4th, composed of '
five semitones......ccoevrvvreenss U=

and the augmented 4th, com- E

posed of six semitones*......... ="

Q. How many species of the fifth are
there?

* The augmented 4th is sometimes called a {ritone, be-
cause it contains tkree tones,

-
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A. Three: the diminished S5th,
called also the false or imper-

Sect 5th, composed of six @
SCMItONES .ececererccrcecescnceres & =
the perfect 5th, composed of E
Seven SemMItONeS .occeerserecierees O =

and the augmented 5th, com- @
posed of eight semitones ...... ="
Q. How many species of the sizth are

there ?

A. Four: the diminished 6th, @
composed of seven semitones... © -
the minor 6th, composed of E"EE
eight semitones .....ccevevvrvees v =
the major 6th, composed of E
nine Semitones ....c..ceveeeseres O =
and the augmented 6th, com- E
posed of ten semitones ......... v =

Q. How many species of the seventh are

there ?

A. Three: the diminished 7th, E
composed of nine semitones ... J3=
the minor 7th, composed of @
ten semitones..ccceccecereciesees U

and the major 7th, composed of @
eleven semitones ....eeovesssees o
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Q. How many species of the octave are
there?

A. Three: the diminished 8ve, E
composed of eleven semitones.. o=
the perfect 8ve, composed of Fz
5

twelve semitones .......eeeeneee
and the au.gmented 8.ve, com- Z—gyr
posed of thirteen semitones ... V=

Q. How many species of the ninth are
there ?

A. Three: the minor 9th, com- %
posed of thirteen semitones ... J—=
the major 9th, composed of E
fourteen semitones.....c.eeeeees o=
and the augmented 9th, com- @
posed of fifteen semitones...... =

‘Write, or point out, the various 2nds, 3rds, 4ths, and
other intervals, counting from other notes.

Q. Are the terms diatonic. and chromatic
applied to these intervals ?

A. Yes; the diatonic intervals are found in
the notes of each diatonic scale, without the
aid of any accidentals; the chromatic intervals

A~
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are formed from these by the aid of accidentals:
for example :—
DiaToNIC INTERVALS IN THE SCALE OF C.
2nds—Major and Minor.
i ==

3rds—Major and Minor.

n . h] |

LA I " 1 | )| L i L 1 1 Ja—
T—1—4—% - — )

@jﬁ?j:‘rjzﬁ—':ﬂl =

4ths—Perfect and Augmented.
]

0 s ) | _
|7 AV B S S - | T—T [— o
T
Sths—Perfect and Diminished. J _l
-
T

n N ] | ) ;

[— i

@iﬁ?——%‘%m ;
-|0- ? I i I
6ths——MaJor and Mmor ! ?




7ths—Major and Minor,

n.llJ_

11

B

4

—i= =

e e

9ths—Major and Minor. .J_ _J_ _J_
1 + —IF
1 T I 1 ._c#:ﬁ’:.

i

‘When any of these notes are altered by an accidental, the

interval becomes chromatic.

Point out the various 2nds, 3rds, 4ths, &c., in the above
example; explaining which are major, and which minor, &e.

It is always understood, in speaking of intervals, that the
4th, 5th, and 8ve, are perfect when not otherwise expressed ;
it is, therefore, not necessary to say ‘ perfect 4th,’ &e.
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CHAPTER 1V.
THE INVERSION OF INTERVALS.

Q. What is meant by the inversion of an
interval ?

A. An interval is said to be inverted when
the lowest note is placed an octave higher, or
the highest note an octave lower. By this
inversion

a unison changes to an 8ve:—

Unison. 8ve.

I & |
d £l

| [ |

Z. 1 |
[y, = -~ -

a 2nd changes to a 7th:—
2nd. 7th.

- _Il O _:£
S —ga_—i—‘a-—
a 3rd changes to a 6th:—

3rd. 6th.

al
17

G— ==t
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a 4th changes to a 5th:—
4th. 6th.

—{)

Gt

o -
a 5th changes to a 4th:—
6th, 4th,
H
—=
JJ =
a 6th changes to a 3rd :—
6th. ord.
——
(¥, =- :
a 7th changes to a 2nd : —
N 7th. 2nd.
=&=
e) -

Q. Is there any alteration in
the interval when inverted ?

the species of

A. Major intervals, when inverted, become

minor :—

Major 3rd. Minor 6th. Major 2nd. Minor 7th.
{} n T -
1 Cd. 11 1 L. (1]
1 - | H
—z—t——1Nu I L
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Minor intervals, when inverted, become
major :—
AMinor 3rd. Major 6th. Minor 2nd. Major 7th.

=

Augmented intervals, when inverted, become
diminished :—

Augmented Diminished Augmented Diminished

2nd. 7th. 4th. 5th.
‘——4:a—:n—e—+—e:ﬂ
J s

Diminished intervals, when inverted, become
augmented :—

Diminished Augmented Diminished Augmented
3rd. 6th. 4th. 5th,

: e ——=
U—Bg_ = g_

Diminished Augment,ed Diminished Augmented
5th. 7th 2nd.

e E—_'_
o/ -
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Perfect intervals, when inverted, remain
perfect :—
., Perfect 5th. Perfect 4th. Perfect 4th. Perfect 5th.
b

- F—= | — —=—H-
ﬂF—G——I-—--G—- =—H-

J S =

Name the inversion of a 2nd, a 3rd, &e.

Name the inversion of a major 2nd, a minor 7th, a dimin-
ished 6th, &e.

An easy method of knowing what any interval will become
when inverted, is by referring to the number 9; as each in-
terval, when added to its inversion, will make up that
number.
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CHAPTER V.

THE DEGREES OF THE SCALE, AND TIE
TECHNICAL NAMES APPLIED TO THEM.*

Q. Repeat the names given to each note or
degree of the scale.
A.
The first degree is called the Tonic, or key-note.
ss 8econd ...i....eeeeeeeee Super-tonic.
s third ..ceceieveeieiee.. Mediant,
fourth ........ccceeeeee. Sub-dominant,
fifth .......c..ceceueeeees Dominant,

»

2

. Super-dominant,

5 SIXth eieceenecerecnenes or IS)ub-media.nt.
Sensible-note,
s Seventh................ { Leading-note,
or Sub-tonic.

* The construction of major and minor scales, and the
order of succession of major and minor keys, having been
already explained in 4 Catechism for the Pianoforte Student,
by the Author of the present work, it is not necessary to
repeat the description here. .
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Tonic. Super-tonic.  Mediant.  Sub-dominant.

0
: ] = '|
| 1 ¥
AV4 1 n b =) I fo] C
v - =4
Sub-tonic,
Super-dominant, Leading-note,
Dominant. Sub-mediant. Sensible-not: Toniec.
T 1 (0
1 s.__l,._:d.__H_
@'9 - e T H

J

¢ Q. Why is the first degree called the tonic,
or key-note?

A. Because it is the fundamental note or
groupd-tone of the scale, and that from which
all the other sounds are regulated.

Q. What is the meaning of super-tonic ?

A. Tt means the note above the tonic.

Q. Why is the third degree called the me-
diant?

A. Because it is mid-way between the tonic
and the dominant.

Q. Explain the meaning of dominant and
sub-dominant.

A. The fifth note of the scale is called the
dominant because it is an important note in
every scale, and it has a greater influence than
any other note except the tonmic; and the

C
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fourth note of the scale (the note below the
dominant) is called the sub-dominant or under-
dominant, because it is a 5th below the tonic.

Q. What is the sub-mediant?

A. The sub-mediant, or under-mediant, is
mid-way between the tonic and the sub-
dominant.

Q. Why is the seventh degrec called the
leading-note, sensible-note, or sub-tonic?

A. Because, being only a semitone below
the 8th, it seems to lead to, and absolutely
require the tonic to follow it. In a minor
scale, the 7th only takes the name of leading-
note when it has been made accidentally
major, Sub-tenic means the note below the
tonic.
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CHAPTER VL
NATURAL HARMONY, AND CIIORDS.

Q. What is Natural Harmony ?

A. Those sounds which are emitted by any
deep-toned, sonorous body. When a large
bell or deep-toned string is struck, certain
sounds, more or less faint, are heard, which
are called Harmonics; the white notes, as
shown in the following example, are heard
more distinctly than the black ones :—

8th. 12th. 15th. 17th. 19th, 21st. 22nd.
-

@ - ) = T:T'*’e—‘a:!:!:

— v
Root,iﬁienembor.
These sounds form the two chords upon which

the whole system of harmony is based, namely,

the common chord ﬁg;z_: and the chord of the

seventh %
Q. What is a chord ?
A. Two or more notes sounded at the same

c2
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time. 'When all the notes form consonant in-
tervals to each other, it is called a concord;
but when one or more of them form dissornant
intervals, it is called a discord.

Q. What are the consonant intervals ?

A. The consonant intervals, or consonances,
are, the unison, the major and minor 3rd, per-
fect 4th and 5th, major and minor 6th, and
perfect 8ve.

Q. What are the dissonant interv a.ls?

A. The dissonant intervals, or dissonances,
are, the 2nds, 7ths, and 9ths, and all diminished
and augmented intervals.

Concords
_].L | L T
g; } T I ]
: =
—— - e L (o) | §
-5 T r—hYe—T1—tht=—n
[y | I (o] 1 L a_-
@r‘la N S () 1 [0}
V4 R I { — Gy
¢ B= - == - -
Discords
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CHAPTER VIL
THE COMMON CHORD, OR TRIAD.

Q. What is a common chord or triad?

A. A fundamental* chord composed of
three { different sounds: any note accom-
panied with its 3rd and 5th: thus, the triad
of Cis G, E,G.

Name the triad of A, B, D, E, F, G.

Q. Is the octave to the bass note gencrally
added ?

A. Yes,when the harmony is required to be
in four parts the octave to the bass note is
usually added, t}}e'bass note being called the
root of the chord.

Q. In how many positions can the triad be
taken ?

A. Three: either of the notes may, in
general, be placed in the upper part, and the

* A fundamental chord means, & chord from which others
are derived ; the common chord is the basis of all harmony.
1 For this reason it is called a #riad,
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triad can therefore be placed in three different
positions, close or extended.

Triad of C in three positions.

Close positions. Extended positions.
§I=8 "E issi
| 5
Y 18] 1 1 )

[ o) &7 a_“__

In accompanying figured basses the close positions are
mostly used ; but either the close or extended are employed,
as may best suit the effect, or the compass of the voices or
instruments required. Sometimes it is necessary to omit the
5th or the 8th, and double one of the otherintervals; but
the 3rd should never be omitted.

Triad of C as occasionally used.
_Ji_...
Ft:ggj:;;tfa —&5

-|

L. I | 1L

— 2 —e— e

Play triads in three positions, both close and extended, to
C, D, E, F, G, A. No sharps or flats need be used.
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Q. How is the triad indicated in Figured
Bass?

A. Those bass notes over or under which
nothing is marked, are, in general, to be
accompanied with the triad. This chord is,
however, often denoted by one or more of its

8
figures g, or g, or 5, or 3, or 8,
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CHAPTER VIIL
THHE VARIOUS KINDS OF TRIADS.

Q. How many kinds of triad occur in the
diatonic scale ?
A. The diatonic scale of any key naturally
produces three kinds of triad, namely :—
the major triad, containing a major 3rd and
perfect 5th.
the minor triad, containing a minor 3rd and
perfect 5th.
the diminished triad, containing a minor 3rd
and a diminished 5th.

The triads in the key of C major.
_p  Major. Minor. Minor. Major.

%F:g == —==:

1
& i ==
> &S—
H ] J—
‘Tonic, or 2nd note, or  8rd note, or  4th note, or
Key-note, Super-tonic, Mediant. Sub-dominamt.
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Major. Minor.  Diminished.

— e

& (o]

(E{
-
g
e
TT

| T
5th note, or 6th note, or 7th note, or
Dominant.  Sub-mediant. Leading-note,

Thus, in a major key the tonic, sub-domi-
nant, and dominant, bear major triads; the
2nd, 3rd, and 6th, bear minor triads; and the
leading-note a diminished triad. The major
and minor triads are concords; the diminished
triad is a discord.*

Play a triad in three positions to every note in the key of

A, B, C, &c. major, pointing out whether the triad is major,
minor, or diminishel.

Q. Which are the triads in most frequent
use ?

A. Those upon the tonic, sub-dominant, and
dominant; these are the principal chords in
every scale, and bear a close affinity to each.

* The diminished triad on the leading-note of the major
key is not often used, therefore the explanation of the
restrictions peculiar to it may, for the present, be deferred.
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other, each comprising a note belonging to one
of the other two, as may be thus seen :—

5 -

o
L]
o

U .
Sub-dominant. Tonic. Dominant.

They include all the notes of the scale to which
they belong.

The following triads of the tonic, sub-dominant, and domi-
nant, in the key of C Major, are written in scors, giving a
clear view of the progression of each part; each part having
a stave and clef to itself. The highest and lowest parts are
called the exfreme parts; the others are the middle or inner
parts :—

Close positions,
sSg R L —e% mg
A1

1sT, Oor
UPPER PART.

2

Vs
2ND PaART. Ié_:_’mﬂez 7R 70K =3 28k
J

3RD PART. |

: Coedd
Bass. E;_a = =it = —
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o5 B8 a5
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D 1
fa)
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Extended positions.

D T 22T S8 5223 T

| =5
SoPRANXO. N— 2R 20 55 228
Vi 1

le
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CoNTRALTO.
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—1 -5~ S8-5+
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—
-
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1.
TENOR. |/ }'}L

—_—— — — -68-55'&3-698
TSz os

Bass. H&fg&: e B—
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) R . B

-

=1 N W= — |

0
I-
—y3 — 23 '55" J——y-—
(%
- -
o————=——F
=2 i -

Learn to play the above examples by heart; afterwards,
transpose the bass into the major key of —, prefixing its
proper signature, and accompanying it with triads in four
parts, in score, both in the close and extended positions.

Q. Are there any particular rules to be ob-
served in writing these progressions of triads?

A. 1. The leading-note should, if possible,
be followed by the key-note, in the same part.

2. Each chord should, in general, be taken
in that position which will connect it most
closely with the preceding chord ; that is, any
sound in one chord which is heard in the next,
should be retained in the same part.

3. It is not allowed to make any two parts
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ascend or descend together, either by consecu-
tive perfect 5ths (as at a, b, c), consecutive

8r,es, or consecuh’ve unisons (as at d, e):—
e

‘1
E --315% ; =eeeit
- ____;a_ue oo F .

L %
two parts may, however, repeat the same 5th,

8ve, or unison.
' dl_]r ] gl
3 2. 2. Bl

P P
Q. What is the best mode of avoiding con-
secutives ?

A. Generally to make the parts proceed by
contrary motion, though sometimes they may
be corrected by oblique, or even similar
motion.

———sma
(TTT1

I
|
.
1

ot

bad bad | good
b s ey
— i ik—a—i@“{—lb—.‘s‘f-
L .' i

e

bad good

:q&é-;dﬁﬁ_sq%—gﬁ

CM[

T@-

%

-



30

It must be observed that these consecutive §ths, 8ves, and
unisons, are only faulty when they occur in the same part.

A perfect fifth may follow, or be followed,
by an imperfect one :—

J. S. Bacn.
;D:-. Crotca. Mozarr. _d gl

===

Some authors allow consecutive 5ths and 8ves, on press-
ing occasions, in music of more than four parts, when
they proceed by contrary motion, and do not occur between
the bass and the highest part; but ¢the student is recom-
mended to keep to the rule as strictly as possible,’-—Dr. Crotch.

bt
===

=
T

L

Q. What is contrary motion ?
A. Where the notes ascend in one part, while
they descend in another:—

? : _i':?l;—_i'_——-i:
rrr
Q. What is similar or direct motion ?

A. When both parts move the same way,

either upward or downward : —
] ! ]
|

= *_;_f—‘—g‘—a_ﬁ
J — { I




31

Q. What is obliqgue motion ?

A. Where one part remains stationary or
reiterates the same note, while another part
ascends or descends :—

-t} -

§L]f—(—r—rﬂ_€

ALBRECHTSBERGER.
~—. A
1 T = o) —— = (o}
T = 1 7 1
| B H = 1 | L 1 1
e/ -<- 1
~
. — =~
72 = T
O — ﬁ = f 7 T = t
T 3 —t T
— 1 H M | . |

Fill up the chords in the above, and afterwards put similar
chords to the following, commencing each exercise with the
8ve of the first chord in the upper part, and proceeding

throughout by contrary motion :—
N ] " ~
@‘ﬁ ) | p— I B . S >
o s
= z2—1 o ——
~
R —Q—E—H‘—’AZ_EF s I
;T | - 1 4
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CHAPTER IX.
TRIADS IN MINOR KEYS.

Q. The triads on the key-note, sub-domi-
nant, and dominant, being all major in a major
key, are they all minor in a minor key ?

A. In a minor key the triads on the key-
note, sub-dominant, and dominant, are natu-
rally minor, but the triad on the dominant
must g/ways be made major, by an accidental,
to form the leading note of the key, when it
is followed by the chord of the tonic.

I d 1l 11 i §
a2 1
= GESL_.H.___E

e

—

Ee—py
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‘When a b Y, or u, is marked over or under a bass note, it
means that the third to the bass is to ba sharp, flat, or
natural.

Learn to play the above by heart, and afterwards write in
score and play similar examples in other minor keys.

All skips of augmented intervals are unmelodious, and
must be avoided ; and also the diminished 3rd, the major 7th,
and t.l_le diminished 8ve.

Harsh Intervals of Melody.

P

II 1 | |
-1 )| 1
o
[y -&-
1 +
— T
J & -0 - -&-

Q. What is the peculiarity with regard to
the diminished triad ?

A. The diminished 5th is a dissonance,*
and is generally followed, in the same part, by
the note below. This is called resolving the
dissonance. The bass usually ascends a 4th,
or (which is the same thing), descends a 5th.

* See page 20,
D2
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a o, b| | .
G=———=—e—2

At a, F, the diminished 5th, descends to E, the bass
ascending a semitone: at b the resolution is deferred till the
next chord but one, as shown by the dots, the bass descend-
ing a 5th.

ALBRECHTSBERGER.
— - o +—r—1 | ,::-i -
= —=F=—t= iE

(=} ' 1

(%
) 8 & A

3 T oo S D R T 10
—t iy S S a2 S— |
I - —1 t < —

| -

Fill up the chords in the above, and afterwards put similar
chords to the following ; commencing each exercise with the
3rd of the first chord in the upper part, and proceeding

throughout by contrary motion. -
| . B8 % A
0 i i ) o
e e = e e e o
+ = < - {
= E=4

* The chord of the diminished triad is sometimes marked
$, or 5 this is called Telemann's curve, having been intro-
duced by that composer.
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CHAPTER X.

THE TRIADS USED IN ACCOMPANfING
THE SCALE.

Q. If the scale be taken for a melody, what
chords should be used in the accompaniment ?

A. The triads of the key-note, sub-dominant,
and dominant; they comprise (as before stated),
every note of the scale, and one of them is to
be considered as the root of each note.

Scale of C harmonised.

a_%g’—e—zﬂz

l =

Tonic. Dominant. Tonic. Sub- Tonic. Sub- Dominant. Tonic.
- dominant. dominant.
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The Tonic is used as a root for the 1st, 3rd, 6th, and 8th,
5y Dominant ...cceeeeeeiieiiniennens 2nd, and 7th.
s Sub-dominant 4th, and 6th.

Q. Are there not consecutive 5ths and 8ves
in the above scale ?

A. Yes; they occur between the triads to
the 6th and 7th of the scale, and may be
avoided by making the notes which accompany
the leading-note move as at a.

a

o~ =
v 1 1 11
J
0 e H
O 1

Muke the signature of the key of —, write the scale for a ~
melody, put the root or fundamental bass to each note, and
afterwards fill up the harmony by writing the chords, in score,
avoiding the consecutives.

Q. What is meant by a false relation ?

A. When a note occurs in two successive
chords, first as a h, and then as a § or b, or the
reverse, it should remain in the same part:
the bad effect arising from the neglect of
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this rule is- called a fulse relation: for
example : —

bad  good
S e gy
d [==4 ba. = oJ

Q. Docs an accidental under another figure,
thus g ‘; 8, always relate to the 3rd ?

A. Yes, invariably ; 2 means, a 5th and a
sharp 3rd ; g means, an 8th and a flat 3rd.

Q. What is meant by an accidental defore a
figure ?

A. The interval so marked is to be sharp,
flat, or natural : thus b 5 means, a flat 5th; #5
means, a sharp 5th.

Q. What is meant by a dash or line after a
figure, thus g -?

A. 1t means that the harmony indicated by
the figures is still to continue, as at : the line
is also sometimes used as at ¢ when the bass

* There are exceptions to this rule, which the ear, and
experience, can alone determine: the student must, at pre-
sent, avoid them altogether,
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note is changed, to denote that the same chord
is to be played as before.

E=—2

J“

WIE

)

-

3 = —

Add the chords to the following excreise, in score, flrst in
close, and afterwards in extended positions.

% S I N Y 5 S S |
! 1 1
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CHAPTER XI.
INVERSIONS OF THE TRIAD.

Q. What is meant by inversion?

A. Placing one of the other notes of the
chord in the bass, instead of the root.

Q. How many inversions are derived from
the triad ?

A. Two; the chord of the 6th, and the
chord of the 6th and 4th; figures being placed
over or under the bass notes to show which
inversion is used.

Q. What is the chord of the 6th?

A. It is produced by taking the 3rd in the
bass; as at .

Q. What is the chord of the 6th and 4th?

A. Tt is produced by taking the 5th in the
bass; as at e.
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b (18t inversion), ¢ (2nd inversion).

(] 6 6
(] 6 6 4 4 4
n_i._ﬁ__a_a__lF
== { I H

At a is the major triad of C: at b and ¢ the bass ha,s been

changed, producing the chords of the 6th, and the ‘ : these
are termed inverted basses, the root or fundamental note of
each being C.

The full figuring of the chord of the 6th is § but the
figure 6 only is used unless the other interval requires an
accidental.

Play the triad of A, B,C, D, E, F, @, and its two inversions,
in three positions, observing that when the 3rd is taken in
the bass the chord of the 6th is produced ; and when the 5th is

taken in the bass the chord of the 2 is produced. No sharps or
flats need be used. Name the intervals of each chord.

Q. Is there any peculiarity to be observed.
in using the chord of the 6th?

A. Yes; the note taken in the bass is fre-
quently omitted in the upper parts, and one of
the other notes is doubled instead. This is
especially the case when the chord is an in-
version of a major triad, and more particu-
larly if it is the dominant triad, the 3rd of
which is the leading-note of the key, and is
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never doubled. But when it is an inversion of
a minor triad the bass note may be either
doubled in the upper parts or not.

Sometimes used ; better thus

0 2
| v A I &7 11 [0
lor B B = | B ] Feor Bl | = =n]) ] [« wwll B~ | |
- = +—1
=
6 8 6 6 6 6 8 6
S 7] -

‘Write and play the following example in score, marking
the roots under the inverted basses on a separate staff: then
score it in other positions. Afterwards transpose the figured
bass into other major keys, and accompany it in score in dif-
ferent positions, writing the roots as before.

6 6 6 6 6 6 (]

@h‘h_'_nj} S—H—+—— ; ] ]
s o [ it o e D =
The chord of the 6th frequently occurs alternately with a
common chord, in succession ; the best method of accompany-
ing it is, to put the octave of the root for the melody when
the 3rd is in the bass, and the 3rd in the melody when the
root is in the bass. For example :—

M
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Write out the above in score, adding the roots on a separate
staff, and play it by heart: afterwards transpose it into
other major keys, and accompany it in score, but nof using
any other positions.

The chord of the i (the second inversion of the triad), is
generally followed by the triad on the same bass note.

———1 | ! !
1 1 11 | | B | 1
1 2 W 4 CA 1 &4
S|
. 6 ] 8 6
(] 4 3 6 4 3
for) H 1 L2 —1
@ —d H 1 7 4 1
4 - O &7 1 11
i =  — =
] e e e s et s e
Q €l CI 1 CJ Hll Bl 2 | B = A = & 1
&l ——— ===
o m— —F
&
(] 5
. 6 __4 3
). H ! | ] L H
0 1 S ——— - — T =

Play the above exercise upon the two inversions of the
triad, by heart ; and afterwards transpose it into other major
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keys, and write and play each in three positions, marking the
roots on a separate staff. It will be observed that in this
exercise the note used in the inverted bass is retained in
the upper parts.

—0
| v

- %j_
.ri-
i
%55

Ne | —0 1 Il - n LN |
@ 1 11— 729 1 1l )| 1 =21 1
i I | N 1 1l 1 i 1 1
L [« S o | 54 1 2 N T2 TJ 91 | 1 | I
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G G 1 [
O Ct For )] 1 O
AY [ o) Cod.
H S |
¢/ | |
8 5
8, 4 #
. + J . | had 1 14
0 | - [ 1 | § Y
J [« W 1 8
[} 1 1 [ 20 | |
0 1 : had 1 10
. 1. 1 1 'D 1
+
=

Transpose the above into other minor keys, and write and
. play each in three positions, marking the roots as before.
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Q. What is meant when several figures occur

over one bass note ?
A. As many chords are to be played as there

are series of figures; the root of each chord
being different.

)

.

[ | [,
o
6 6 .
3 ¢ 3
0 = 2 1
i@?__—iﬁ
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CHAPTER XIIL
THE CHORD OF THE DOMINANT SEVENTH.

Q. What is a discord ?

A. A discord (as previously explained ¥) is
any sound which dves not form a part of the
major or minor triad, or its inversions; thus, the
2nd, the 7th, and the 9th, are each discords:
the word is also used to express a chord in
which a dissonant note is introduced.

Q. Which is the principal fundamental dis-
cord ?

A. The chord of the 7th on the dominant;
or, as it is generally called, the chord of the
dominant Tth. '

Q. How 1is it formed ?

A. It consists of the same sounds as the
major triad on the dominant, with a minor 7th
added.t As there are four different notes, the
chord may be taken in four positions.

* See page 20.
+ For this reason it is sometimes called the added 7th,



C Major.
l 7 7 7
b~y B — S — |
; i
C Minor.
| 1Y
|
'y, < =
7 1 7 1
H

D —— |
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L)

Q. How is the chord of the dominant 7th
figured ?

A. By a 7 alone, except when one of the
other intervals requires an accidental.

It will be perceived that it consists of exactly the same
intervals in the minor key as in the major, the accidental re-
quired for the major 3rd being marked in the figured bass.

Play a chord of the 7th in four positions upon the
dominant of the key of C, G, D, A, E, B, Ft; and also the
dominant of F, BY, ED, A, D), Gb; using occagionally the
extended positions.

E 2
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Q. Should the discord of the 7th ascend or
descend ?

A. Its natural progression is to descend
either a semitone or a tone to the next chord;
this is called the resolution of the 7th.

C Major.
% e | N —

= ———TF
5 —se=gigmet

1 7
(o) 11 &2 (o) | | W] I
& — i i
&2 1 [ o A [~ 201 | 2.
1 1 I

. gMinor.
Ds_g:i —‘_”EE 1
E 1 il a
i e B S

The major 3rd of the dominant, being the leading note,
must ascend a semitone; the 5th and 8ve have no fixed
progression, but generally the 5th descends, and the 8ve
remains stationary, as seen in the example.

Q. What chord most naturally follows the
dominant 7th?
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A. The triad on the key-note, cither major
or minor.

Put the above example into score, in five parts, using some-
times the extended positions* and play it by heart: after-
wards score and play it by heart in other major and minor
keys,

Q. In four-part harmony will it not be
necessary to omit one of the intervals of the
dominant 7th ? ’

A. Yes; the interval most frequently omitted
is the 5th or 8ve; the 3rd is seldom left out,
and the 7th, of course, never.

Dommant 7th in four parts, in C M&JO!‘
c d

=

7 7 L; 7 7 7
@aga a{ DE aai 21 a".
! 1 1 ) | . | 1]

At a, b, ¢, the 5th of the dominant is omitted ; and at d, ¢,
J, the 8ve.

The example will serve equally for € Minor if the E be
made flat.

Play the above by heart, and transpose it into other keys.

* For instance, the DC in the first bar, and the BC in
the second bar, might be written in the part next above the
bass,

A
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Write the chords to the following exercise, in score, in four
parts, using both the close and extended positions,

‘
LG E s P
4T O ¥ 1"
7 = l! M i 1
0y,
e 1 6 q 7
1= l‘l; P )
1= | P 1= =
H M | S 1 | " B
L v_= ! } I . 1 1 - N I
—— Ij == Il - 1
y o

Q. Does the dominant 7th always.proceed
to the tonic?

4. No, it sometimes ascends one degree, to
the sixth of the scale; this is called an inter-
rupted resolution.

C Major.

I:Q—éalh é—"a—

-
P —— T S B |
= —=
= o= =
7 7 7
—— o s W v | 4
: = i
y ——
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C Minor.
k I
4 G I )
'y E= ;
d [~ - (=4
g :
@b—-g_s 72
j‘ﬁ 4.
—=X

At g, b, k, 1, the 8ve is omitted, as it would produce con-
secutive octaves with the bass; it may, however, be written
as at 4. The 6th must descend to avoid consecutive fifths.

Write the following example in score, and play it by heart,
and afterwards score and play it in other major and minor
keys.

C Major.
—e S o] - :i:
Py =—e1-Z— -
@ﬁi:&:&l:é'—_gqf

C Minor.
=S s
] E 7
@%—’i—% oo
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In the following exercise the dominant 7th ie mtroduced,
with the various kinds of resolution * that have been already
explained.

(o) Ol
1o ——t6—F6F+
i F { H 13 H | |

B I U —

* It will be perceived that the term Resolution is sometimes
applied to the progression of the dissonant note itself, and at
other times to the progression of the whole chord.
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Q. What is meant by a dash drawn through
a figure?

A. It means that the interval so marked is
to be sharp: thus § means a sharp 5th; §
means a sharp 6¢h.

Write and play the above exercise, in score, marking the
roots on a separate staff,
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CHAPTER XIII.

THE INVERSIONS OF THE DOMINANT
SEVENTH.

Q. How many inversions does the dominant
7th admit of ?
A. Three: these are

the chord of the 2, when the 3rd is taken in

the bass, 8
the chord of the 4, when the 5th is taken in
the bass, 8
and the chord of the 2, when the 7th is taken
in the bass. 2
C Major.
—
e EE R
© (] 6
6 ¢ ¢
18 38 2
==—=—
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C Minor.

5%3%3%3%
e

be

g 8 4 :
l S T
2 "5—,— ‘“.59 _:Hr:

In figured basses the 5 is generally denoted by & & the 3rd
being understood.

The root of each of the above chords is G with the 7th.
Write, and play, the dominant 7th and its three inversions
in other major and minor keys.

Q. Are the inversions of the dominant 7th
resolved in the same way as when the notes
appear in the upper parts?

A. Yes, precisely ; the 3rd of the root must
ascend (being the leading-note) ; the 7th must
descend, and the 5th may either ascend or
descend.

Example in C Major. or

s = —&ﬁ:%%é —

J
6 6

6
1 5 3 3 6
0 T 1T ] =
= Il .

For C Minor make each E flat,

[LFN- )

Tt
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It will be observed that the chord of theg occurs on the
leading-note, the chord of the : on the second note of the

[ 3
scale, and the 4 on the sub-dominant.

The inversions of the dominant 7th are generally followed
by the tonic triad, or its first inversion the chord of the 6th,
and the note used in the inverted bass is generally omitted
from the upper parts, as in the above example.

Write in score, and play by heart, the inversions of the
dominant 7th (each in three positions), with their resolutions,
in the key of C major and minor: afterwards write and play
them by heart, in all their positions, in other major and minor
keys, marking the roots on a separate staff.

Exercise on the dominant 7th and its in-
versions. )
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Add the chords to the above, in score, and mark the roots
on a separate staff.

Q. Is the second inversion of the dominant
6

7th always figured g?

A. The figuring is often abbreviated ;.

Q. Should every sound belonging to the

6

chord of the 4 appear in the harmony ?

A. The octave of the root is generally
omitted, though when it has appeared in the

preceding chord it is often retained (see a, b).
This inversion, as previously explained, may
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either ascend or descend : when it ascends to
that note into which the 7th should resolve,
the 7th is also allowed to ascend (see ¢); and
the octave of the root being omitted, the figur-
ing is represented by a 6 only,* one of the
other intervals being doubled, and resolved by
contrary motion in order to avoid consecutives:
at ¢ the 5th of the root is doubled, and at d
the 7th of the root.

a b ¢ d
— =

J = =

4 4
3 [ 3 6 6 6
O II Il n-
e e | e
! — 1) 1 —!E

The figure 6, therefore, upon the second of the scale, must

6
be considered as representing the 4, and the root will be a
3 .

fifth below. The leading-note cannot be the root, on account
of the fifth being imperfect. The same rule also applies if
it be marked § or hG.

* It will be remembered that this inversion occurs only
upon the second of the scale, and is fullowed by the key-note
triad, or its first inversion,
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Exercise upon the various forms of the ;.
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[} [ 6
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Write the above in score, marking the roots under the in-
verted bass: afterwards transpose the bass into all the
other major keys, and write each in score, in three positions,
marking the roots.

Q. Ts the figuring of the third inversion 2
somctimes abbreviated ? 2

A. Tt is often marked 3, or only 2; and
when the 4th is raised a semitone by an acci-
dental # or h, a single #4, %, or q4 is under-

6 6
stood to express the whole figures }or 1;;

e Accompany the following exercises with chords in three
positions, and mark the roots on a separate staff: afterwards
transpose them into other major keys.

6

== @,—r—'—*——t

Q. What is meant by passing through the
Tth?
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A. When the chord of the dominant is fol-
lowed by that of the tonic, the 7th is often
passed through, thus:—

N J
F — Ss—1—=—1
——t—— = >—H-
! |
8 1 65 <
& —=——1 ] 1
— = ] =

Score the following exercise in three positions, and mark
the roots.
B

E= X
I
E =X

sl e 5 o

fo) 6 L
| H -+ H
| I 1 -

‘-%

FH

o

Q. Is the triad always implied when a
bass note is figured with a single 5, h5,
orb5? '

A. If the 5th so implied be imperfect, the
root must be found a third below, and the
figure considered an abbreviation of the g

P
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d </
bs 5 5
; —— g ——
= =i
Root 5 3 q
Da £

Q. Is it necessary that the major 3rd of
the dominant, (the leading-note,) should always
ascend ?

A. Its natural progression is to ascend ; but
when 7ths occur in two successive chords, the
3rd of the first chord is allowed to descend a
semitone, and become the 7th in the other:
thus




=

Write in score, and play the fullowing exercise, marking
the roots on a separate staff,

Y o W T

E‘ﬁiﬁéﬁ’@

Zﬁﬁf T

U o W N
Erm e te e
1 14 . 1 1 .

i bt

¢ fs 4 7
6 2 [5)

l pl §2 6 5] _a_ﬂ

T4 11 =t
) vz M ) ) 1
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CHAPTER XIV.
SEQUENCES,

Q. What is a Sequence ?

A. A succession of two or more similar
chords upon a uniform and regular progression
of the bass.

Sequence of 6ths.

A sequence of Gths is best, and most effective, in three parts;
and the 6th must generally be placed in the upper part, to
avoid consecutives. When four parts are required, the
additional part is formed by doubling first a note of one part,
and then a note of another,



Il

ol

&e,
l
N’ 40 = 1 T 1

I'6 '6 6
In this last example the figures are written under the bass,
but this does not alter their meaning.

Play these examples by heart, and then play similar
examples in other keys.

A sequence of alternate triads and 6ths may
be used in ascending, but not in descending,

S

5}505556535625“-%
—S—1F T | t—1 X i}
l! 1 M J ) |




This is best in three parts, but may be written occasionally
in four parts,

Ilén 1111 1t
i ,,1 ;ul v eg

laeso '6 6 65 6 5656 5 6

Play these examples by heart, and put them in other
positions,

A sequence of alternate 7ths and 6ths is
used in descending: it is most frequent in
three parts.

Sh iy

5 6
l E"“"“vevsveve,
‘ I 1
| 1 - a’

== 1

m——ﬂ—+&

(%

Write and play the above in another position.
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It is sometimes written in four parts.*

In another position.
) ! ] )

= sededdilil )

e —— \am—
o
] -
] -2
@
-2
@
3
@
-1
-3
-3
o
-3
a

1

J
56 676 176116 161786 17 6l

In another position.
g | | B ] )

|
% _

H
)] I H
56 76 1676 1616 186I

* This sequence of the 7, 6, in which the 7th is accom-
panied by the 5th, is sometimes considered to be derived
from the succession of Tths explained in the next chapter.
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In extended harmony.

.o

. - 1 | IS
6 6 76 7676 1761786 76/
Write the above examples in score. The student is
recommended to write out similar examples in all the other
major keys.
Q. What is a fonic sequence ?
A. When the bass rises a 5th and falls
a 4th.

: =T T ——F=—
' 1 1

Q. What is a dominant sequence ?

A. When the bass falls a 5th and rises a
4th (the same as the progression from domi-
nant to tonic); for which reason it is called a
dominant sequence,
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b

¢/ RS-t

h— ~

.. -
3 et

—] -5 _]r: = 14
e E
To preserve the regularity of the progression, the leading-
note is treated as a temporary root, and the diminished 5th
at a is not resolved by descending (sec page 35); at b, how-

ever, as shown by the dots, it is resolved in the next chord
but one.*

Q. Are there any other progressions of the
bass usual in sequences, besides those already
described ?

A. Where the bass falls a 3rd and rises
a 4th,

§ g:?g‘kga?#%
E—Tr—t=—=t=—5}

* Some authors do not treat the diminished triad as a
diseord, and requiring to be resolved ; but the effect is gene-
rally better when the diminished 5th descends, as already
shown at page 36. .

= N
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And also where the bass falls a 4th and
rises a 2nd.

These are also called fonic sequences.

Play tonie and dominant sequences in other keys,
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CHAPTER XV.

OTHER CHORDS OF THE SEVENTH, AND
THEIR INVERSIONS.

Q. Describe the other chords of the 7th.
A. A chord of the 7th may be formed upon
any note of the scale.

Dominant sequence with 7ths.
In five parts.




In three parts,

Eie é_f

IRE R

f
&e.

TD.:

PN S
=
I

I_.
-3
-3

B <

Hy <
-3

::'f

A 1

L - 1 — |

The best position is where the 3rd and 7th alternately
form the upper part. In four parts the 5th and 8ve are
omitted alternately, and in three parts they are omitted
altogether.

Q. What is to be particularly observed with
regard to these progressions of 7ths ?

A That every 7th must be prepared; that
is, the note which forms the 7th must appear
“in the preceding chord, and in the same part.
The 7th is resolved by falling one degree as
usual; but the third, instead of ascending,
must remain for the preparation of the follow-
ing 7th.

Play the above examples by heart ; afterwards play similar
examples in other major keys.

‘Write out in score, and play the following exercises, in four
parts.



ALBRECHTSBERGER.




ALBRECHTSBERGER.

[(©)]
i
|

\

l -

1 ] : J 1 ] i | H-
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=
3 ~— ~r

ettt

Sometimes the 7th occurs only on each
alternate bass mnote; and the chord is also
often inverted: thus—

TT1
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W\
W
' 11
Wil
C&LL
H+-

These 7ths, and their inversions, seldom occur without being
prepared, whether in a sequence or not: the dominant 7th
only requires preparation when it occurs in a sequence.
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Play the above by heart, and also play them in other
positions ; afterwards play similar examples in other keys.

Write and play the following exercises, in score, marking
the roots on a separate staff,

ALBRECHTSBEEGER.
6 8 8
b 6 — 6
e —rr=r7F
) I 57 1] } —
6 6 6 —
5, , 6 . & — 1
— —= . T
... 11 27
1.1 L g_]
(]
s.f-\ 2 b~~~ 9 g 2 g
& e e e o S o o B T
O ] { | 1 11 IS R had
(o) L i D J 11 1
1 g .
2 6 7 7
== =
1 | - H S 1 [ )
L | ‘[ r M
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CHAPTER XVI.
THE RULE OF THE OCTAVE.

Q. What is meant by the rule of the

octave? * '

A. It is a term sometimes applied to the
ascending and descending major and minor
scales, when placed in the bass and accom-
panied with chords: for example—

Ascending major scale.
4
3

s "
). 1| |
0

6
ks B —
1 1

1 1
T

Thea

-
=

e
_—-QP aa

Descending major scale.
(]
4 4
3

iﬂ 6_..

1
1 } 10

-IS-
1

WL"DQ

i
m

Q}Z:

~* In Germany this is called ocfave-gang, and in France
Zrail doctave,
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Ascending minor scale.

$ 6, 5 $ o g_

U : t i =—Fc
0 1 )| ] 3.
i == E o S E
i ! 1 1

Descending minor scale.

¥
2

6 s % 6. 3
et

‘Write the chords to the above scales, each scale in three
positions, and mark the roots. Afterwards put similar chords
to each of the major und minor scales. Learn to play them
all by heart.

a2



84

CHAPTER XVII.
THE CHORD OF THE DOMINANT NINTH.

Q. What is the chord of the dominant 9th ?

A. It is formed by adding a 9th to the
chord of the dominant 7th: in major keys the
9th is naturally major, and minor in minor
keys, though this is not invariable: the other
intervals of the chord are the same in both,

o . 0 ‘bg
and it is denoted by ; or”;
C Mujor.
0 a b
- —1 .
| E gés | g__ =
VA 34l = &2 —%_@
J A
9 9 9 9 9 9
7 7 7 7 7 7
@ 2. | ) 2. (o) | B o) 211
0 X I | § Y
I = t t




CMi_nor.
= StemEe=t
S - ) =)
R
no g 8 b
0 (< S — p— — §
—t ] 1 H=

In major keys the best position of this chord is when the
9th is at the top : the other positions are not much used, and
are only good when the 3rd (the leading-note) is kept below
the 9th (see @, 4). In minor keys all the positions are
good.

In four parts, the 5th of this chord is generally omitted :
the 8ve is always omitted, unless placed at least nine notes
below the 9th, because of the harshness which would result
from its being near to the 7th and 9th,

Play chords of the dominant 2 in other major and minor
keys, pointing out, in the major key, those positions in which
the chord can be best taken.

Q. How is the dominant g resolved ?

4. Like the dominant 7th, it is generally
followed by the key-note triad or its second in-
version. The 9th and 7th are both dissonant
notes, and must each be resolved by descend-
ing one degree; the leading-note ascends to
the tonic, and the 5th ascends to avoid con-
sccutives,
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Sometimes the 9th descends while the
other notes remain stationary; the chord then
becomes a mere dominant 7th, as at c: the
8 is placed in the figured bass to remove the
9; the horizontal lines after the figures show
the continuation of the notes represented by
these figures,

Play the above examples by heart, and also similar
examples in other keys.

Q. Is the major ?, always followed by a

major triad, and the minor ? by a minor triad ?

4. Not invariably ; the minor ? is often re-
solved into a major triad.
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CHAPTER XVIII.
THE INVERSIONS OF THE DOMINANT NINTII,
Q. How many inversions are produced from
the chord of the dominant ??
A. Four; the chord of the 7th on the
6 6
leading-note, the chord of the 5, the 4, and
6 3 3
the 4.
2
In major keys the chord of the 7th on the leading-note is

called the Leading 7th; in minor keys the chord is called the
Diminished Tth.

Leading 7th and three other inversions.

C Major. d
| + I as H
o=——=——=—1——1F
J < = = =
6 4 4
1 5 s ;
===
—S 1 1 1
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Diminished 7th and three other inversions.

C Minor. d
G =
. By

S ———]

The root of each of these is G with the ;’; occasionally the
root is retained in them, producing a goud effect, except as
regards the last inversion, at d.

The 1st inversion is figured with a 7, the 3rd and 5th being
understood.

The 2nd inversion is figured &, the 3rd being understood.

6
R ) 13 RN ; or ;. the Gth being understood.

; or ;, the 6th being understood,

h:z or £2, or § the 6th and dth

being understood.

Play the above by heart, and also similar examples in
other keys.

Q. Are the same rules to be observed with
these inversions as with those of the domi-
nant 7th? .

A. Yes; and the note used in the inverted
bass must not be doubled in the upper part.
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Resolution of the Leading 7th and the
other inversions.

C Major.
a b
' e o o o | e e B e 1
[o” 1 M
Y= !
v ! (- = B
176 6 5 4
1 ) 5 — 6 3— 8
T | R —  —1 | - —
= — —
T t s
c d
@ ) S — - N — {1
Y PT ] ;*“'%_tt
4 4 — 4 6 4
38 6 3386 3 4 —

SE et

-

Resolution of the Diminished 7th and the
other inversions.

C Minor.
\ o . Sf .
1 /A 1 1 H 1 11 i 11 M H
1 . | 1 H ed, H
! S
6 —
7 6 hﬁ 5 4
1 5 — 5 6 3§ —~ 6




At a the D ascends to avoid consecutive perfect 5ths: at
b the bass ascends for the same reason : the inversion at ¢ is
seldom used, the effect being harsh, because the leading-note
stands above the 9th; the inversion as at d is sometimes
used: at e, f, the D ascends to avoid consecutive 5ths, al-
though they are not so objectionable, one of them being im-
perfect, but the effect is much better thus: the inversion at
g, in the minor mode, is common, and produces an exccllent
effect.

Play each of the above examples by heart ; and also that in
the minor key in two other positions, but not the major.
Afterwards write and play similar examples in other major
and minor keys ; those in the minor in three positions.

Write and play each of the following examples in three
positions, and afterwards transpose them into other keys.

Mozarr.

. — 6bs 6 1 o
S e e ==
— = = - |

ALBRFCHTSBERGER,

5 8 7 8
@-_6 T—to—T1T—<
Q 1 hid 4
A\ AN 1
1 X N




%  ALBRRCHTSBERGER.

@-—-9—‘}—2—}—;4————
C——f—p=—t—=—t

8 ALBRECHTSBERGER.

—% % - 6,
e ]

Q. Docs the diminished 7th ever occur with
the diminished 3rd ?

A. Very rarely, and only in minor keys:
they are both prepared in the preceding chord,
and accompanied with the imperfect 5th. The
diminished 3rd is resolved by descending, and
is sometimes marked by Telemann’s curve, to
distinguish it from the minor 3rd (see a). This
is a chord of modern invention, and may be
considered as taking the place of the minor 3rd
in the chord of the diminished 7th (see 2), and
is often found in this form, as sounding less
harsh,.
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1 6

b b
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Accompany the following exercises, and mark the roots.
7

6

%‘2;?3_&_—_:&51—9—1—~—-}|—

5
: %

=

1

A

©- 3
GE—

- t
[
t

ot
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CHAPTER XIX.
SUSPENSIONS,

Q. What is a Suspension ?

A. When one of the sounds belonging to a
chord is retained, and continued in the follow-
ing chord, instead of at once taking the har-
mony of the new root; the note thus retained
is called a suspension, and will, of course,
afterwards proceed to the note it had sus-
pended; in other words, it will be resolved.
As the note is retained from the preceding
chord, it is clear that the suspension will also
be prepared.




(=

|

[} 6 9 8 (] 5

4 3 4 3 4, 3
—E—r —F

At a is a progression of triads.
At b the 3rd is suspended by a 4th.

Atd.ocoBtheceiiiieiieiionssoneneas 6th,

At e double suspensions are introduced, namely, the 2 sus-
pending g, and the 2 suspending g.

Write the above examples in two other positions, and play
them all by hoart; afterwards write similar examples in
other keys.

‘Write the following in score, in three positions, and after-
wards similar exercises in other major and minor keys.

6 4 ¢t

] e
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Exercises to be written in three parts, in two positions.
ALBRECHTSBERGER.

43 43 43 43 a:;

===

Afterwards write the same exercise in four parts and in
three positions.

The suspension of the 3 occurs frequently.
Amecn'rsmnum.

ba—
16
43 ha 3 0 l{4 43
) l l 1 H-

SE=ie———=a
o=

Write the above in four parts, and in three positions.

Q. May the 9th and 8th appear in a chord
at the same time?

A. No; a suspension and the interval it
suspends must not be sounded at the same
time.

"— h‘r— b

44




97

At g the leading-note is omitted, to avoid C and D being
sounded together: at % the leading-note, being in an inner
part, is allowed to descend: at j the leading-note passes to
the'5th : at X the leading-note, being in the upper part, can-
not be allowed to descend.

Sometimes the bass changes at the moment the suspension
is resolved, but no alteration is produced in the progression
of the suspension, as it always proceeds to that note which
has been suspended. The figuring is, of course, slightly
changed.

Accompany the following exercise in three parts.

ALBRECHTSBERGER,
9 3 9 3 9 3

ju

11 H
1T—

93,231#
E==sctcr

Accompany the following in four parts, in score.

. ALBRECHTSBERGER,
° 6 6 8
5 9 5 9 5
e R
g b §
9 3 ) s__5 #I
Gt -



ALBRECHTSBERGER.
98 6 9 8— 6
. 5 9898 ¥—16 8§ 5 _~ " 5
" e
R E—— + -~
—LH }
6 4 766—
9 8—bs o g_3 34—s3
=SS S — E
ALBRECHTSBERGER.
6 .98 8 98 6 98 6
bs bas 5 4 5 43 bs
@E (I E | I 1 |L H I‘ i I
: o . ! 11 1 |
98 8 98
48 5 43 45
- —1—1 =— —1
n 1 L i | M H 1
v 1 L 1
ALBRECHTSBERGER.
98
76 7 65 98 65,4
6 b— B afth 16 § 4§h2$ t
e ‘! 1 1 1 1]
o | j‘l 16
9 — 6 6 9 — 6 — MozarrT,
£r ;
= 22 . 2P 5 81
5. — [ T ) — L 5__9_
(\SCN & YR . | 11 M
\ A W) —1 —l 1 1 [« | Y
N | § . | X_ 1 10




Rinx.
—~— 4 3 9 6 4 3 9 6 43
- - 1
I
8 6
o 1 8 , 5
0 L]le J
> —— +——
¥ =

Q. Is there any particular rule respecting
the preparation and the resolution of sus-
pensions ?

A. A suspension should be both prepared
and resolved in the very same part.

To form suspensions where there are no descending notes,
as at a, we may proceed as at b and ¢,

n @ b
= o)
- —— e}
Y, [
& -&- 4 3
@ 1 _C2 11 —I Yes”) I
— oAt
11} 1 1 |




‘Write similar examples in other keys.

It is not allowed to prepare the 9th by an
8ve, because the effect of consecutive 8ves is

produced.
g §:_ ._g—— -E

9 8
le=e==
Suspensions are most frequently employed
on the triad and the chord of the sixth, but

they may be used on any chord where they can
be properly prepared and resolved.

Descending scale with suspensions.

66 476 176 ALBRECHTSBERGER.
=~ 76 16 16 18

i o Te—r'-a—l = - p—
F 1 — =

Also write similar examples in other keys,

P N
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In the following example the diminished
8ve appears as a suspension.

MozarrT. Mozun‘.
o fa7 1k ?: o2
| \'D
@Ea:mﬂ —%
Q. Do suspensions occur in the bass part ?

A. A suspension upon the first inversion of
a chord, often occurs,.

a b
a
@L | e S |~ |
- | i |
o) =4 1
E be
2 6 R 2 s
~ A~ ~
S B p B my S B
: 13 M I N 1 11 B T
S Lo 14} 1l = |
Root. 7 — be 8
4 3 7 —
4 3
d e

E;g
q)‘.
_ﬁ
L'#
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At a the suspension of the 4 3 is in the bass ; the B, being
the first inversion of the triad, must not be doubled in the
upper part, but one of the other intervals doubled instead.
At b the suspension of the 4 3 occurs upon a dominant 7th, the
B being omitted in the upper part. Atcand d the first inver-
sion of the dominant 9th is suspended. At e the root of the
triad is suspended, but the effect is not good, because the 8ve
is doubled in the upper part. At f the second inversion of
the dominant seventh is suspended.

Accompany the following exercises, marking the roots on a
separate staff.

ALBRECHTSBERGER.
65 65 5
5 2t 5 8bs
2z 1 L 1 | IR H H
1 A 1 L 1 L '! 1
6 665
2 — .8 43
= pp—
I~
ALBRECHTSBERGER.
5 —_— [ —
e —_ 4 —
—_9 —_——2 —_

?
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ALBRECHTSBERGER.
e SN SN

Q. What is a Retardation ?

A. Strictly speaking, it is similar to a sus-
pension, the term retardation being applied
more particularly to the suspension of the
leading-note, or augmented intervals, the reso-
lution of which is upwards.

l |
o=t et
S—"

5 —_— 8
7 7 8 3 — 3
e=== === =i
IS= 1 o) 1) I o>} 13
I [ 11} 1 1))
\ t— 1 ]
7 — —fe e f
—e—e—"t—=—-1t
[y, I ~S———
9
1 . -
l N UN .2 —= (| —JF
o I i I
1 () (0] T 2 1t
I — 0 1 1C
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Accompany the following exercises in five parts, in score.

9 9 9
78 78 Q4 8
br bad b1 bas hb 1a
_2__ IE— G
MozarT.
1 9 9
8 78 % 8
4 i 3 1 43 3 is
. ) = Vo) =
& H— S—
—
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CHAPTER XX,
CADENCES,

Q. What is a Cadence?

A. A cadence, or close, means the last two
chords of any passage. The principal ca-
dences are those which conclude with the
key-note.

Q. What is a Perfect Cadence?

A. It is formed by proceeding from the
dominant to the tonic: this is also called an
Authentic cadence.

In the perfect cadence the triad of the dominant is always
major: therefore, in the minor mode the 3rd of the dominant
must be raised a chromatic semitone, to make it a major triad.
The 7th may, or may not, be added to the triad of the
dominant.

Perfect cadence.
C Major.
|




106 -

C Mmor

@ﬁﬁ%ﬁg

L u
Q. What is a Plagal Cadence?

A. The triad on the key-note preceded by
that of the sub-dominant.

Plagal cadence.
C Major. C Minor. Or, if final.
~—D- b

The perfect is the only cadence used at the end of com-
positions in the modern style: the plagal is much used in
anthems and other sacred choral music, and sometimes occurs
after the perfect cadence. In the plagal cadence, in & minor
key, the 3rd to the key-note becomes accidentally major at the
conslusion cf a composition.*

* ¢This major triad at the conclusion of a piece in the

. N
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Play, and also write in score, perfect and plagal cadences
-in three positions, in other major and minor keys.

Q. In the perfect cadence what chords pre-
cede that of the dominant?

A. Generally the triad on the sub-dominant;
and this progression from the chord of the
sub-dominant to that of the dominant being
rather harsh, on account of there being no
connecting note between them (see a), the
chord of the 2upon the dominant is frequently
inserted between them (see 6): at c is another
form of the perfect cadence.

C Major.
a [4

t L 1

1 - - 1l J‘

E% S S
o ==
56 6 17
6 6 3$ 4 43

4 3
== o= ==

—
| - ||
|

minor key, was called the T%eroe de Picardié, from having been
invented, or much used, in that Province.’—Dr. Crotch.

It was formerly the custom to conclude every composition
with a major triad, whether the final cadence were plagal or
otherwise, .



C Minor.
a )
e o g e =
e—-lre—cte—
6 5
4 8
. s._a__u_e__a__a___.;":
M . 2. 11
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— | A oo 20000 1 DY
1 128
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In minor keys the chords of the sub-dominant and tonic

are both minor, and the chord of the dominant must be
major.

Play the above in different positions, and also similar
cxamples in other major and minor keys.

Accompany the following exercise, marking the roots on a
separate stave.

ALBRECHTSBERGER.
o bs ba _é_
S e+

7




Q. Decscribe any other method of varying
the cadence, and avoiding the harshness of the
progression from the sub-dominant to the
dominant.

A. The 5th may be omitted from the triad
of the sub-dominant, and the 6th substituted
for it: this is called the chord of the substituted
sixth.

C Major.
V4 = { J
—— [ — 2
\%
6 &
8 6 a4 _ 3
&1 fe—F—-1——
l H ' o IP 1 1 ] £
L L 1 )| | - b 1
C Minor.
[ W H |
A = 4 T H 1
N — e —
VA () W= 1
J

l@ﬁ::i_—aﬁ
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Accompany the following exercise.

6 1 6 61
8 4 3 8 4 —38

O —, | LD

a H i :
e W . Jr ]
i —L N

5 1 8
e 4} fe 6 6 4

The 6th is sometimes added to the triad of
the sub-dominant instead of being sudstituted
for the 5th; in this case the 5th must be pre-
pared and resolved. It is called the chord of

the added 6th.
C Major.
2y a3 |

Y 1 (o
(2 ﬁ
——

=
~ ]
[} 6
5 . 5
1 ] | i H (o B | I o F H [ 2 |

1 1 B - II-
C Minor.
R !
n fo) )
-:&‘Eﬁ% =—H
e —] —=- .'_
ry
6
s b
——feo—r= T
Py (o) —. 4 () | Y
¥ v I 1.
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Q. Explain any other method of varying
the cadence.

A. The sub-dominant is sometimes raised a
chromatic semitone, and the chord of the
diminished 7th taken upon it.

C Major.
n |1 |

Other variations are to be met with.

Accompany the following exercises.
Mozarr.

L1 4

6 5
4 3 8 1
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7 8 5 MozarT.
4

a3 §
R 113 1— r 1 I
Eh* A A2 H H < il = e }
_LG___Q_._# =
7 —
MozarT. s
4 3

6 2 g 4 3 .
Q. What is a half, or imperfect cadence ?

A. A cadence which concludes with the
triad on the dominant.

C Major.
a ]
s
I : SIECEE_SIISE

il
0 Q&p
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The triad on the dominant may be preceded
by various chords; thus at a it is preceded by
the chord of the substituted 6th; at b and d
by the triad on the tonic; at ¢ by the triad on
the sub-dominant.

Accompany the following exercises.
ALBRECHTSBERGER.

6
.6 5
1 | .
- — {*3‘9——:&1:
} i M 1

(]
.8 5
o 1 ~—. L.
@' 1 £l | = 1
==

ALBRECHTSBERGER.

M._h I M [ | i
U | AL

ALBRECHTSBERGER.
8 1 .

(O
)
0

[==4 -

#* The chord of the augmented 6th : see page 117,
I
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Q. What is an Interrupted Cadence?

A. When the Resolution of the dominant is
interrupted, and ascends a tone, or a semitone,
instead of going to the tonic.

C Major.

The interrupted cadence is sometimes called
a False cadence, or a Deceptive cadence.
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Play examples of the interrupted cadence in other major
and minor keys, and in various positions: also, accompany
the following exercises.

ALBRECHTSBERGER,
e ¥ 6
4 3 23 8 5 4
@ } o) o) = — 11 1 2 -
= te 1t =1—t
) ) =) hid 1L s |
¥ ]
4
sfb 6 s 374 3

O ) i 1 1 D 1 101
E e T e ==hF

At e, f, and g, occur varieties of the decel;tive cadence, the
close being interrupted by an unexpected chord, which
changes the progress of the harmony.

Various examples of the deceptive cadence will be found
in the exercises upon Modulation,
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CHAPTER XXI.

THE AUGMENTED TRIAD, THE AUGMENTED
SIXTH, AND OTHER CHROMATIC CHORDS.

Q. What is the Augmented triad ?

A. The discord of the augmented triad con-
sists of a major 3rd and augmented 5th: it is
generally followed by a major triad on the
4th above, or 5th below (which is the same
thing) : and the dissonant note, the augmented
5th, ascends a semitone.

a b c
1
ll I S R—
e i 1 ) 11 ) A
| (AN’ ) fo” 1K) 11 1 1l
\\3V.4 [AK.& 11 L
s 'y, - S - ¢
' 8
8 6
i, 4 .4 B 4
i ———=—eHF— F
- ) | I - H | | 1 | 11 1
1 11 ! 1 1 L 1

At a is the first inversion of the augmented triad, and
at-b the second inversion, which is sometimes resolved as
at ¢,
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Accompany the following exercises,

MozArT,
5k 6§ — . 4 3 )
@p ——e1——— ——"
L CZ I | 1 [ 4 H [}
L {; M e
. ALBRECHTSBERGER.
5% shs spht
e e e— e |
—- == |

Q. How is the chord of the augmented 6th
produced ?
A. By taking the chord of the 46, or §

(namely, the 4, the second inversion of the
8
dominant 7th), and lowering the bass note a

chromatic semitone.
b

1M

At a is the chord of the augmented 6th; at & and ¢ the
same in four parts,
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The bass in this chord must be considered as lowered by
licence, and the root must be found, and the chord treated in
all respects as if the bass were not lowered. The root of

the above example is D with é

Q. How is this chord resolved ?

A. Tts resolution is the same as the §, the
root ascending g fourth, to a major triad, and
the bass note descending a diatonic semi-
tone.*  Sometimes the chord is resolved
as at d.

Accompany the following exercise:. MozArT.
[
] 4 3
et
ALBRECHTSBERGER.
$ 14 $
5 ——1———1
1 | 1
! 1 AL
[
‘; 6 s Amnz:msnx;nnx.
[ ] 4 %
: o B ]
— | I | } 1
L4 ! | - — [} —_ 1 _C2

# This chord is also called the Extreme sharp 6th; the

&gvergwua 6¢%; and the Italian 6tk.
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ALBRECHTSBERGER.
7 1

6 56 56 1 8 5 &
a 1 0D —~ Lol o 1
S e =

1 | - [
617 y 65
$ LI

Q. Is there any other form of the aug-
mented 6th?

A. Yes; the octave of the root is sometimes
added, as at e: this is called the French sizth.
The 9th of the root is also often used, and it
is then called the German sizth. In this case,
in order to avoid consecutives, as at f; it is
necessary to insert an intermediate chord, as

at g, h, j.

e f g
et
S S

d ¥ e 70

=

—3[7]

— = '?_ i

.8
L@ E o e == —it
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J ¥ F
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L6 4 3
! Vp (o) 1
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! 1

F

This example serves equally well for C major and C minor.

Accompany the following exercises in three positions,

('}
4
3 43
(X3 [y
e ]
I ! =
:
g s 4
o= y—) #
o H 1 1 1 o |
7=
— —
QAr.n121;«':lrrsxmxi.mm.
6 65—
e bs n4 43
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ALBRECHTSBERGER,

[} 6 6

5 +
(X X = T
(X . M = ) } 1 f o) 1
— i

Q. What is the Neapolitan 6th ?

A. The chord of the Neapolitan 6th occurs
upon the sub-dominant, and consists, besides
the bass note, of a minor 3rd and a minor 6th.
It is resolved into various chords, the 6th and
3rd usually descending a semitone, as at % and
1; at m the 6th descends a diminished 3rd, and
at n the 3rd ascends a semitone,

‘This chord is chiefly used in minor keys. In major keys
the 6th and 3rd will both require accidentals, but in minor
keys only the 6th,
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Accompany the following exercises.

!7; 3 MozArT.
be q — b3
0 T — 18]
5! 1 2 to——— 11—
L s t =—1

In this example the Neapolitan 6th is continued as a sus-
pension in the following chord, forming a diminished 6th, with
a diminished 7th: in the next example the diminished 6th
is accompanied with a diminished 8ve, as a suspension of the
diminished 7th.

hz h: 'o ALBRECHTSBERGER.
N S NSNS .
&ie ; ===

0 1 9_22_ —
@"h“le = ~— i e 1 9—&#
v 'i | A 4! 11 ! 1 { { |
81 [e
be 5 hl b d 1
3> 8 t be
g—a—rns—;o:m’ﬂg“l—eﬁ'l—n——éﬂ
O | B =1 | | — ] . 1 -
e e L o R e B ==

Q. Are there any other Chromatic chords ?

4. Various other chromatic chords are
occasionally employed, particularly in major
keys.
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[ p r
e
= [ o, S [ ) L« et
) &gs
o/ ] [
7 7 —
'2-9- ¥ = 5 & =
o 1 | _— y o NN | o) M
(gt
8 t v

At o is a diminished 7th on the leading-note of a major
key: at p is a dominant 7th with its 5th chromatically raised ;
the effect of this is better as at »: at v is the first in-
version of the same chord, with the 5th of the root accident-
ally lowered: at s is a g on the accidentally-raised sub-
dominant, at ¢ an inversion of the same chord.
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CHAPTER XXII.

7 7
THE CHORDS OF THE 2 AND 2
2 2

7

Q. What is the chord of the 5 ?

2
A. It is merely the chord of the dominant
7th introduced while the key-note is held in
the bass (see a and b): at ¢ it may be con-
sidered a suspension of the following triad.

C Major. C Minor.
a b
) | ) | O n | | |
===k '
9, -o- b :
8 7 8 8 7 8
4 4
a. 3 3 s 3 3
[ ] 1S D s (o) (]
! ) vy
e
n | | |
| - —1 1
| > [, |
@ = ==
7 8
I’y
7 2 8
: — 1l .
.@_‘]— = Mma— |
L . A\ Y
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Q. What is the resolution of this chord ?

A. It is resolved into the chord of the tonic.
In four parts the interval most commonly
omitted is the 5th (see d); or the 2nd (see e);

“and the chord is generally figured I, but some-
2

times 7,7, or %

49 2°
C Major. C Minor.
d e
! ! R || ]
. 1 | | n 1 3 )4 1 4 | ) I . |
=S P r=1 =
= = e
3 6 q4 1 s h;
b1 4 2 B 4 3
—T1— ) | r— ——1 —+m
I@ == | ot | A T ) T 1
QJ Gl 1IN o C7 [ =~ B = [}
| | LA

Wnte the above in other positions, and afterwards write
similar examples in other major and minor keys, omitting
sometimes the 5th, and sometimes the 2nd.

Accompany the following exercise« Mozarr.
Tt i
‘3 3_ 6 56-—~232%
@:‘— = 1 [
{ & (o) 1 | 1
e I ). 1
T — T
1
354 5
- 2 3
SR
—— ==
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7
Q. What is the chord of the §?
2
A. Tt is the chord of the dominant ?l intro-
duced while the key-note is held in the bass,
as at f, g; at h it is a suspension of the
following triad.

C Major.
, S
1] i ) |
6= i
e
o
6 6
4
3. 3 3
@\: — 1L
N A
— = 1
VA ~—! e
J I =
9 1 -6
] .
1 1 38
—— i

Q. What is the resolution of this chord ?
A. Tt is resolved into the chord of the tonic.
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7 7
The bass of the 5 and ¢ must always be
2 2

the bass of the preceding and following
chords, as at a, b, d, e, f, g; except when
the notes are prepared as suspensions, as
at ¢, h.

In four parts the interval most frequently

7
omitted in the : is the 2nd or the 7th.
2
1 b 1 | 11 1 1
bt 1 1 1I 1 i |
J qa'
e g B
1 2 3 5 4 3
g’E\l oy 1 1 | 11 | 1 IC
' N— —

7
In major keys the chord of the ¢ is generally used in one
4
position only, but in minor keys the positions may be varied.

Accompany the following exercises.

[ X
8 } 5 4 5 & ¢ 6

4 g __ 3 e 92 __8 5 4 __38

~ 2~ — 7~
. e R .
0 | 1 1 1 1 1 | ) |
—— 1) 1 1 1 —
| 1 - . J.
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CHAPTER XXIIL
PEDAL BASS,

Q. What is meant by a Pedal Bass?

A. When one bass note is held on during
the progression of several different chords, it
is called a Pedal bass, or Pedal note; * this is

generally the key-note, or the dominant.

All the chords introduced upon a pedal note
must be resolved and treated as if their respec-
tive roots were present instead of the pedal
bass.

Any chord may be introduced belonging to
the key we are in, and also many belonging
to other keys.

The figuring is sometimes omitted during the continuance

of a pedal note, and the words Zasto solo marked, to intimate
that the bass note alone is to be played, without chords.

* It is also called an Organ-point, or Pedal-point,the note
being held by means of the pedals, in an organ,

K
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Dominant Pedal, on which various chords

are introduced.

we \)
\
oo -2
o S0 had fl
ow L
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1 =t 71
=7 = [T
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Tonic Pedal.
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ds of sus-
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Dominant Pedal.
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ALBRECHTSBERGER.
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MozART.
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The sub-dominant is occasionally used as a pedal note, but
not so often as the tonic and the dominant.

Sometimes two pedal notes are held in the bass at the same
time; these are generally the tonic and dominant; and only
those chords are used which have one of these two notes for
their root. An example of the double pedal occurs on
page 141. Holding notes, occurring in an upper or inner
part, are also to be considered as a species of the Pedal.

Q. What is meant by a Ground bass?

A. A passage repeated several times in the
bass, with a different accompaniment each
time.

[} 1 17—
Lo 6 4 3 , 6 . 6865
R e e et e
e et R B S L
98 6 — 1 — 7 —
43‘5654 4 8 [} L, 43 98 6
E R e
e e E e e e B
98 —1
6— 65— 76 1T—
4-—.3— 6 8 17 65]6 4— 66
T S A — I
E%_G_g ez 1

Ef“d
0
\lf
mn

Accompany the above exercise.
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CHAPTER XXIV,
PASSING NOTES, ETC.

Q. What is meant by Essential Notes ?

A. The notes contained in a chord are
called essential; for instance, C, E, G, are
the essential notes of the triad of C.

@. What are Unessential Notes ?

A. Notes which do not belong to the chord,
but are introduced for the purpose of em-
bellishing any of the parts; such as Passing
notes, Auxiliary notes, Anticipations, &c.

Q. What are Passing Notes?

A. Such as ascend or descend from one
essential note to another. '

a b . X
gg x
1
X X X
¢ T

N
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The passage at e consists of essential notes ; at b and ¢ the
notes marked x are passing notes.

Passing notes occur also in the bass.

0.
(1 N H 1

Ge—e—12=t

¢/

Accompany the following exercises.
: abs 56— 7 ArsrechTsBEReER.

84 6 —— —
32 3 s 2 3+ ki 4 3
%ifﬂﬁﬁ
'
ALBRECHTSBERGER.
2 [} [}
2 2 ,2 6 5
: e et S ol e |

3
]
[} 1 1 =2 1
b | § Y
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In the following examples the augmented 8ve appears as &
passing note,

gs : ALBRECHTSBERGER.
2

b 3 5 h - o

STt —

i

‘f
P

g\:-:“f I p—— ——— =1

Q. What is meant by Changing Notes ?
A. This term is applied to passing notes
which occur on the accented parts of the bar.

' N~ 1
-—0—%‘ T — —T -
s re e tlteig—o o
o i
l - * i
s —7=]
== E—H

The notes marked » are changing notes.

Q. What are Auxiliary Notes ?
A. Notes which stand on the next degree
above or below an essential note, and do not
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regularly ascend or descend (like passing notes)
from one essential note to another.

_ X X
— - -wig
RO
— »

The notes marked — are auxiliary notes, those marked x
are passing notes: an auxiliary note occurring below an
essential note, is seldom more than a semifone below it.

Accompany the following exercises.
ALBRECHTSBERGER.

St

3
& —
&

ALBRECHTSBERGER.

i
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Q. What is a Note of Anticipation ?
A. A note introduced on the latter part of
a chord, but which really belongs to the fol-

lowing chord.

9 9 -
a) H
P ——3

:z§?$§*ﬁ
B F PP F F

The notes marked o are anticipations.

Q. What are Hidden Consecutives?
A. When two parts proceed together by
similar motion to a 5th or 8ve they are said to

produce hidden consecutives; thus,

a b 88 c| 4

= fe—
M N



The hidden 8ves at @, ¢, and hidden 5ths at ¢, g, will
become apparent if we fill up the skips with passing notes, as
at b, d, f, 5. Hidden consecutives should always be avoided
between the highest and the lowest parts: they are some-
times allowed when occurring between the highest or lowest
part, and one of the inner parts, provided some other part is
moving at the same time in contrary motion to them, as at
A

@n il i kl . 'Jr 54__

‘Write the following exercise in three parts.

i

ALBRECHTSBERGER.
[}
66 2 ¢ 9 9 @
e = o ~— 2 6
0 ll 1 1 X I L. -
T u I 1 x 1 1 o
Ll C L . ! | {
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CHAPTER XXV.
MODULATION, AND TRANSITION.

Q. What is meant by Modulation ?

A. A change of scale, or key, by means of
a well-ordered progression of Roots or Modu-
lating chords, by which the ear is prepared for
the new key.

Q. What is meant by a Transition ?

A. A transition also means a change of
scale, but it implies passing suddenly out of
one key into another, without preparation for,
or hinting at, the new key; or without
making use of chords common to both keys,
or making use of any modulating chord.

Modulation.

0 e

axay

:
e ——




Transition.

b , Haypx.

y 1 T

ha 1 1 ll: 1 H:
- ’ P I

;

i

e

10

At a a modulation takes place from C to G by means of
the dominant 7th on D, which is the modulating chord. At
b is a transition from A to ED ; the change being made, as it
were, at & bound, without the intervention of any modulating
chord,
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CHAPTER XXVI.

NATURAL MODULATION.

Q. What are the most natural Modulations ?

A. Proceeding from a given key to such
other keys as are most nearly connected with
it.

Q. What are these keys?

A. They include the keys of the dominant,
the sub-dominant, the relative * minor (or
relative major) and its dominant and sub-
dominant: these are called the five attendant
keys.

Q. Explain this more clearly.
A. From C major the natural modulations
will be to G major, the dominant; F major,

* For an explanation of the term Relative see the Author’s
Catechism for the Pianoforte Student, page 85,
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the sub-dominant; A minor, the relative
minor ; E minor, its dominant ; and D minor,
its sub-dominant.

From A minor the natural modulations will
be to E minor, the dominant; D minor, the
sub-dominant ; C major, the relative major;
G major, its dominant; and F major, its sub-
dominant.

It will thus be seen that the attendant
dominant and sub-dominant keys are major
when the original key is major, and minor
when it is minor. These five attendant keys
have only one sharp or flat more or less than
the original key.

Name the attendant keys of G major, F major, C
minor, &ec.

Q. What chord is generally employed in
making a natural modulation ?

A. The chord of the dominant Tth of the '
key to which we are going; or, more fre-
quently, one of its inversions,

L2
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Modulation from C major to each of its
attendants, by the dominant 7th of the key to
which the modulation is made.

To A Minor, to G Major, to E Minor,

| l | 1 1% 1 1
ieEarieeier
J ]
7 7 ;
8 ¥
O 1 11 1 1 : 1 )
& ===
) — [« | B { = =2 9’—!_+
to I Major, to D Minor.
]
|—9_5".a' T e ——
iG=== ===
J
1
o, b i
o 1 1 —_ Il 1 n 11
e f——F=FF
| 10} Ol H u_

At a a chord precedes the modulating chord, in order to
introduce it the more agreeably, there being no connecting
sound between the triad of C and the dominant chord of B.
This is called gradual modulation, because some doubiful
chord, or chord common to otk keys, is introduced to prepare
the ear for the modulating chord. Sudden modulation passes

from one key to another by chords which are not doubtful,
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but decidedly in one or other key. In the following examples
the chord preceding the modulating chord evidently belongs
to the key we are leaving, and not to the key to which we are
going: the modulating chord is marked m.

M

M
£} A :
| (> =1 = {
| S lre—g— g2
& 6
4 "
6 3 8
e - b A 4
@01
I M - 11 &7 I
L | ) 1 i M Y
M
n | 1
. ) 3‘
A\SVA
'y,
8
4
. 3 3 8,
0 1 —
]

Modulate from the major key of — to each of its attend-
ants, a8 above, by means of the dominant 7th or one of its
inversions, being careful, in forming the dominant 7th, to
make the triad major, and the 7th minor, using such
accidentals as may be necessary.

In the following exercises, after resolving the modulating
chord, a few chords are added in the key to which the
modulation is made, in order to give it a more complete
effect,
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From C Major to G Major. ALBRECHTSBERGER.
6 %
[ 5 2 6 1 i
e e e e e i
1 () [
M
From C Major to F Major. ALBRECHTSBERGER.
6 3
= ba bs 4 -
e e e e et e )
2 1 1 Cd 1 L
1 I | X 1
M

The deceptive cadence occurs at » in several of the following
exercises.

From C Major to A Minor. ALBRECHTSBERG!
< 3 & o 6 8 %8 °
S ¥ iz S
C——t === F |
M M
From C Major to F Major. ALBRECHTSBERGER.
[} [:]
2
3 E = bs _bs
| )

&=

EREE
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From C Major to D Minor.' ALBRECHTSBERGER.
-6 6
5 % 65 9 6 4 ¢
) 1 - d
2 < i:m = - =
X
From C Major to A Minor. ALBRECHTSBERGER.
[
5 % i 4 s 4 b1
WO T = =
=== =s
™ =
From C Major t: D Minor. ALBRECHTSBERGER.
b1 « & 6 4 #
35 5 e —
¥ M !
From C Major to E Minor. ALBRECHTSBERGER,
[
6 [ * i
O 1 C2 [ o) I
0 1 122
C2 1 4 (o] Ir
b b4
From C Msjor to D Minor, ALBRECHTSBERGER,
6 8 t
5 6 b *
g = o EE:E
() 1 1 &9 1 |
i | 1 | . |

M
The student is earnestly advised to transpose these,




152

and also all the subsequent examples, into all keys, and in

different positions.

Modulation from C major to G major, by
one of the inversions of the minor 9th, at a,
b, ¢, d: at e the first inversion of the major
9th; and at f the augmenged 6th.

. a

1+ T } T b, T !
Yo i | g T—Z3 = o —
= —— por i
7Y, (=4 ]
| o b O
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——— —— —1F
S— ] —1
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7 4 & 6 & 4 }
()" 1 1 . O,
= e R e
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From C Major to D Minor, ALBRECHTSBERGER,
br 98 af
0 1 I
%:Ija‘—ﬁ -
’ ] »
b
From C Major to A Minor., ALBRECHTSBERGER,
: 8 5
4 1 4 1
@—1'_2—4_5——!_ )| 1| —Sr
) ] 1 1 1 = ‘Jl=7
] 1 &2 1 - | . | AL
M
From C Major to F Major. ALBRECHTSBERGER.

fa

b ] 4 3
-
=t o - ; —
) o) 1 | | |
-2 M | | N~ )
Jd | 1
M
From C Major to G Major. ALBRECHTSBERGER.
* b1 hz ?.E 4 #
0 1 1 1) 1 1108
> -o—-—Ff——+
1 1 _— =1L
M M
From C Major to E Minor, ALBRECHTSBERGER.
§
8 5 4 &
& ] ——
— . :a_l_e__
M M
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Modulation from C major through each of
its attendant keys, returning to C major.

ALBRECHTSBERGER.
C Major. GMa_]or
e &
@Ezgghﬁm
EMi nor A Minor.
6
s B #— e & $-
D Minor. F Msjor.
6
4 6 8 6
6 § Bbe 3 5 9 @ bebs s
. 7 ] J } | )
— g1 1 E
1 [} 1 v
[ C Major. 6 56665—
2 6 6 26 717 53443

0 — T — T
513: 4

Modulation from A minor to each of its
attendants,
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To C Major, to E Minor, to G Major,
4 |4L g } N | L 1 1‘ 1
I@ feple—etia e ot
= —L #
t frog = 2R
7 1
1 . $ #
1 e e ===
A it { I
| —1 [~ —— — A =
to D Minor, to F Major.
0.
Sl--lr'
| - ooH—Z—+= |
[, hl | | | -, L 11
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i 1 —— =
| ) H ] | (o) 1
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‘Whenever the 3rd is major, it is understood that the 5th
must be perfect, except when otherwise marked : therefore,
although both the 3rd and 5th are accidentally altered at g,
it suffices to mark the sharp 3rd in the figuring.

Modulate from the minor key of — to each of its attend-
ants, by means of the dominant 7th, as above.

From A Minor to E Minor.Q ALBRECHTSBERGER.
[
6 5 Y 6 &
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Q Cd 2 11
=== === 2
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From A Minor to D Minor. ALBRECHTSBERGER.
8 — s &
: 1 1
1 1 1 229 1 I | 1 1 i
b
From A Minor to C Major. ALBRECHTSBERGER.
[ ]
2 5 9 8 6 6
- _.9___0_1_'9'_.“_
@ 1 | ot 1 1 1
B | 1 I 1 o | 11
2 X . | L Vo) | L
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From A Miénor to G Major. BALBmmmm.
6 9 [ 5 ¢
E‘-—Q—rﬁa—r—e T C
e | 1 . 2l 1
== i
6
5 6 e &
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From A Minor to F Major. ALBRECHTSEERGER.
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2 &5 9 6 6
[} 1 1 | ) |
Voo | 1. ) 1 | I )
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Modulation from A minor through each of
its attendant keys, returning to A minor.

ALBRECHTSBERGER.
A Minor. o (;J, Major.
2 65 98 6 & .6
e e e o e e
1 —- 1= +—+
E Minor. G Major.
6
.6 : ¥ 2 9o 8 6 5
< 1 n | [
@i#: — ._ﬁt
¢ T SR B A
' Dlt[in:r. F Major.
6 6
e
e —F
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- A Minor
8
¢ — — 186 vl
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P—1f= 1
1 b | | T 1 _Cd
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Q. Are other chords, besides those already
mentioned, used in modulating ?

A. Yes, various chords are occasionally em-
ployed as modulating chords,



C Major to G Major. A Minor to E Minor.
. , M ;b M
(-’ T i = T —
= “Q__QE_ t ;—W;Eg
6 6 6
4 % #
e i ) p H 6

r f t =
The modulating chord at a is the dominant major triad of
the key to which we modulate ; at & it is its first inversion.

From C Major to D Minor. ALBRECHTSBERGER.
(]
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Q. What is Transient Modulation ?

A. Modulation which is of very short
duration, the new key being quitted imme-
diately.

C Major. G Major. De. CrorcH.
—— ——3J/—\ — —
a e B i S————
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C Msjor.
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¢ Since by Man came Death’ (Messiah).—HANDEL.

A Minor. D Major.  E Major.
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CHAPTER XXVIL
EXTRANEOUS MODULATION.

Q. What is meant by Extraneous Modu-
lation ?

A. Modulation into any key which is not
one of the attendant keys.

It may, like natural modulation, sometimes
be effected suddenly, and sometimes gradu-
ally.

Extraneous Modulations.

4
C Masjor to C Minor.
a
3z = — T ~—De—— he=
. i . 2. .
__*_Q —
J
be
= b1 4 b b
)e. (o) (o)
.’ Ll
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C Major to F Minor.
b
o — =
- | =} [ ) Ot [ )
| —— 3. Vil
IZ 3 b
ba 4 = 4
& : =
| ) Lt
L
D Minor to D Major.
c .
SE—= SoE—

b 9 6 5 é
E: = == 9_:}_

At a we modulate from a major key to its Zonic-minor ; and
at ¢ from a minor key to its tonic-major: * at b from a major
key to the minor key of its sub-dominant; these two keys,
although apparently remote, unite so readily because the
key-note triad of the former is also the dominant triad of the
latter.

# Tonic-major, or Tomic-minor, means, a key which has
the same key-note.
M
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C to B flat Major. ALBRECHTSBERGER,
L
5 4
e
Po—
" (=
C to E flat Major. ALBRECETSEERGER
be
= b b5 b5 bba‘. 3 bﬁ
e [ 1o
@ () — = b et
b
C to B Major. ALBRECHTSBERGER,
Por oy )
S us & 4 3 3
& P —
= b I Y —
C to G sharp Minor. ALBRECHTSBERGER.
hv 6 ¥ ¥
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C Minor to D Minor. ALBRECHTSBRERGER,

b b1 6
3 9 8 4 #
6-1 |$9. al —
=== 3
M M
C Minor to A Major. ALBRECHTSBERGER.
1
b bé.ﬂ’" h# "
et —F
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CHAPTER XXVIIIL
COMPOUND MODULATION.

Q. What is Compound Modulation ?

A. When two or more modulations are
made, in order to arrive more agreeably at a
given key.

a  C Msjor A Minor. A Major,
N -
s g R
7 B
l 0 feo & # 4
I‘g' hal () [)
i — Ll

b C Major. E Minor.

Cd 1 = 9_
—:s_Eﬁéz'__g__
4

m
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A Major.
0.
o — i
-&>- &
4 b4 b
O ) er—
S ==

At a a modulation is first made to A minor, which is an
attendant of C major and also the tonic-minor of A major:
at b the modulation is also appropriate, E minor being an
attendant of C major, and E being also the dominant of A
major.

C Major to i) Minor. ALBRECHTSBERGER,
p 6 6
_= A ¢« ¢« %
(35 =
] Y o)
C Major to B flat Major.
] 6
< bﬁ i bss b@ b4 S 8
@— > & —— -
) b
C Major to B flat Major.
6 4 6

b £t b bs

@:a o B W s .
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C Major to A Major.
6 ; . 8 ALBRECHTSBERGER.
6
- s 2 § 8 4 o ¥
. | T
0 1 [ )
S= === —
<
D Minor to D Major. . ALBRECHTSBERGER.,
6 a4 B o B 4 Dn
&—=1= = -
v (o)
9 1 6
4 8 . 8 ¢
"D (o) S—7
& —3F
14 = &7 2 N )
C Major to A Major. ALBRECHTSBERGER.
6 4 7 g 6 4
0 22 Lﬁs S—1
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C Major to D flat Major. ALBRECHTSBERGER,
[} 6
ba gs
b b b
2\
be
b b be 3

@ ) <+ =2 t
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CHAPTER XXIX.

ENHARMONIC MODULATION, AND CHROMATIC
MODULATION.

Q. What is meant by Enharmonic Modu-
lation ? :

A. Modulation in which the name of a note
or chord is changed, to avoid complexity in
writing, and the use of too many sharps or
flats; the sound of the note remaining the |
same on the pianoforte as before.

Q. How is enharmonic modulation effected?

A. Chiefly by means of the diminished 7th
and other inversions of the minor 9th; and
also the dominant 7th, and the augmented 6th.

0 | ¢ N
et pie=tsif
il W= [”) % 2 [}
4
b4y . L
T =

At ¢ the B flat (the dominant 7th) is changed into A §,
the ¢; the root of which is ¥ ¥ the dominant of B major.
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The chords at & all sound exactly alike upon the pianoforte,
although the root of each is different.

C to F sharp Major.
é (] 6 ALBRECHTSBERGER.
¥ % $ $
&— e e s F
o " p_.l_
C to E Major.
h 2 ALBRECHTSBERGER,
& a
= vj he # b
S == =
=
D Minor to F Major. ALBRECHTSBERGER.
he he g‘
b1 bs 4
: I M | L C -
a = =
N’
D Minor to A flat Major. ALBRECHTSBERGER.
4 8
b1 ba ba 3
O E:bs - -+ )
1 e s 17— beo
N— =N
D Minor to B Minor. ﬁ ALBRECHTSBERGER.
6 —
A /_3&9 fpm ¢ ¥
e SE==C =




C Major to E Minor. ALBRECHTSBERGER.
ba H s &
& -1 - e — =

Q. What is Chromatic Modulation ?

A. When the bass ascends or descends by
semitones, the other parts usually ascending
or descending a semitone at the same time,
with a succession of diminished 7ths and other
inversions of the minor 9th.
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2 o e
o eis sizaid
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Spottiswoede & Co., Printers, New-street Square, London
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MUSICAL WORKS.

BLEGANTLY BOUND, SUITABLE FOR PRESENTS.

WESTROP.—DOMESTIC PSALMODY. Two Volumes, Five Shillings eagh.
MRS. BQETHOLOMEW.—HYMNS OF PRAYER AND PRAISE. Five

MENDEIESSO.HN.—-LIEDER OHNE WORTE. (Songs without Words.) Ten

—HARMONIA DIVINA. A Collection of Psalms and Hymns,
J. T. § gxll“E-'one Shillings,

STIMPSON.—ORGANIST'S LIBRARY.—A Collection of Classical Subjects,
Twenty-five Shillings.
RINK.—ORGAN SCHOOL COMPLETE. Twenty Shillings.
H. QA%&QTT,—MELODIES OF ALL NATIONS. Two Volumes, Twenty-
ve gs each.

KELLER.—A COLLECTION OF ANTHEMS, &c. Ten Shillings and Sixpence.

STANDARD ELEMENTARY MUSICAL WORKS

FOR COLLEGES, SCHOOLS, AND EXPORTATION.
SHIPPERS OF MUSIC TO THE COLONIES SUPPLIED.

TH PIAN s d.

FOB E OFOR G TUTOR . . . .10

— DERN . . . . . . 50

Jounse.—OOMPLETE TUTOB . . . . . 60

Kerfoot.—MUSICAL EDUCATOR . . 80

Liemoine.—METHOD, in 2 Books, Enghsh and French .. .. each 10 0

Pridham.—NEW MBTHOD . . 50

J. T. Stone.—The FIRST SIX. MONTHS at the PIANO .50

s INSTRUCTION . .30

ot gLEMEﬁNTABY INBTl]%)UOTIONB . 50

. 40

Hilel (-T .)—CATECHISM for PIANOFORTE STUDENTS .. 10

clothboards . 186

u C DIOTIONARY of 12,500 M’USIOAL TRRMS 10

T 95 ”» ”» cloch bonrda . 186

Gosa.—OATF.CBISM for PLANOFORTE, limp cloth . . 10
FO TH (o)

B 80 s SHILLING TUTOR .. . . . . 10

'I' Btone.—ORGAN TUTOR . . 50

P 'HE CLASSICAL OBGANIST in 4 vols. .. each 21 0

» in 72 Nos. each (nett) 1 6

” THE ORGAN STUDENT'S COM'PANION in 6 vola. eash ™
St n 24 Nor. o \m\h\ o
pson.—OBGANIST'S LIBRARY, W RoR. -
—ms?UOTIONS t-r ORGAN. Revised wod \“\wx@ “‘
ILES .e . .- .-

upklns FOUR PRELUDIAL PIECES .. . N . b

65 (J.)—CATECHISM OF THE OBGAN o8\ oxda  °°
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Standard Elementary Musical Works—continued.

Ri N! : % d |
FO% -I;!r.‘eE‘ &H 6 VAOSIIIHMNG TUTOR . . . 10
J. T, Stone.—INSTRUCTIONS far the HARMONTUM 50
" HARMONTUM MISOELLANY. A Collection of Sacred
and Secular Compositions. In 13 Nos. .. . each 8 0
Hilel (.T.)—OATMHIBM for the HARMOMIUM.. w186
cloth boards w L O
on%ﬁs”%ﬁgm‘l‘ UR O%GA.{QS‘TO FB %o.‘l-lecﬁan of Voluntaries
from the Works of the great Masters. In 66 Books,.each (nett) 1 6
Ditto Ditto 11 Volumes, cloth . . each 8 0
Fo%’ ;Ii! —"}ﬁsmuonons for HARP .. .. & & .. 850
ner.: Ditto Ditto o . o . ..10 6
Bochaa, —FIRST SIX WEEKS.. . . . . . 10 6
roﬁ[&mz VI OLIN SGHOOL . . . . . “ 20
Farmer.— . . . . . . . 80
” 8vo. .. . . . . .20
v 40 STUDIES .. 40
” AMATEUR VIOLINIST. A Selection from Standard omign
Operas, 24 Nos., with an Accompaniment (ad llb.) for
8eoond Violin, v1olonoello, and Pianoforte, complete, each 8 0,
”» VIOLINIST'S ALBUM. A Collection of Favourite Dances
&c. 24 Nos. With Accompaniments (ad 1ib.), for Second
Violin, Cello, and Piano, complete .each 8 0
”» STANDARD OVERTURES. 12 Nos. With Aooomp-nimsnh,
tor Second Violin, Cello, Flute, Cornet, and Piano, com. 70
» OPERATIO PANTASIAS. '9 Nos. With Aocompm!mmts
for Second Violin, Cello, and Piano each 5 0
Challoner.—DUETS FOR TWQ VIOLINS. With Pianoforte Acoom-
paniment, Violin Parts . o . . each 8 0
Pianoforte ditto . T
|
FOR obma: _rﬁg%énoﬁ“"““““ W e e w80
Fo%h;ﬂg% 8&% TUTOR.. v v o0 oo .. 80
hﬂ”ﬁ—ﬁx%!m%nons for GUITAB P 1L
Eulenstem.——D . . . . “w 40
Fo%aﬂg son.—. l{NSEfRUGTIONS for FLUTE . . o ®es : g
e6,— . . . . .
Dipple. Dltto Ditf.o . . . v 50
linton.— Ditto . . . 80
Brewer & Co.’s SHILLING TUTOB. FOR DITTO .. . .10
R
FO ’;"&%o" —THEOBETICAI. and PBAOTIOAL INSTRUCTIONS 6 0
G-lover.—VOOAL 'RIMER . O
Nelson.—ART OF SINGING . . o . . . “ 40
Linley.—FIRST SINGING- BOOK .. o . . . . 30
Brewer & Co.’s SHILLING TUTOR e o s 10
Hiles (J.).—CATECHISM OF PART SlNGING, ‘&, . . 10
™ Ditto, cloth boards o . . . « 18
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